Soirées Musicales Quintette

presents

Mostly Threes and Fours

The Chambers, Somerville House, 17 Graham Street South Brisbane
4pm Sunday 26 March 2023

with associate artist Nicky Tomkin — viola

Program

Kantate zum Geburtstag der Sangers Michael Vogl D. 666 (1819) Franz Schubert (1797-1828)
Cantata on the birthday of the singer Michael Vogl — text by Albert Stadler

Three songs from ‘Schwanengesang’ (Swansong) D.957 (1828) on texts by Heinrich Heine Schubert

Am Meer (By the sea)
Das Fischerméadchen (The fisher maiden)
Der Atlas (Atlas)

Drei Lieder Op.3a for soprano, viola and piano (1922) Adolf Busch (1891-1952)

Nun die Schatten dunkeln (Now the shadows darken) — Emanuel von Geibel
Wonne der Wehmut (Melancholy bliss) — Johann Wolfgang von Goethe
Aus dem Himmelsaugen droben (From heaven’s eyes above) — Heinrich Heine

Three selections Frank Bridge (1879-1941)

Heart’s ease — No.1 from Three Lyrics for piano H.161 (1924)
Where is it that our soul doth go? — No.2 from Three songs with viola H.76 (1907) after Heine
Pensiero (Thought) — No.2 from Two pieces for viola and piano H.82 (1908)

Four Lyrics — song cycle for soprano and piano on English texts based on Heine Bridge

Dawn and evening H.26a (1903)

E’en as a lovely flower H.27 (1903)

The violets blue H.69 (1906)

All things that we clasp and cherish H.77 (1907)

Four Hymns — song cycle for tenor, viola and piano (1920) Ralph Vaughan Williams (1872-1958)

Lord! Come away! — Bishop Jeremy Taylor
Who is this fair one? — Isaac Watts

Come love, come Lord — Richard Crashaw
Evening Hymn — Robert Seymour Bridges

Sei canzonette (Six canzonets) Op.5 (1801) Carl August Cannabich (1771-1806)

Mi giuri che m’ami (You swear that you love me)

Come il candore (How the purity) - Pietro Metastasio

Al bosco cacciatori (In the hunting forest)

Sempre saré costante (I will always be constant) - Metastasio
Quella tiranna (That tyrant)

Sciogliero le mie catene (I will undo my chains)



About the music

This program explores repertoire which mostly requires three or four performers in various combinations of voice(s),
viola and piano. The works featured are drawn from either the early decades of the nineteenth or the twentieth
centuries, which are both periods of great stylistic change. The composers, from England or German speaking
countries, excelled in setting their own language but in a few cases their texts had other linguistic origins. A strong link
is the poetry of Heinrich Heine, which three of these composers chose to set either in the original language, or in
English translation. In reference to the concert’s title, the majority of the program naturally divides into brackets of
three individual items selected from larger sets, or complete works which were published as cycles of three or four
songs or pieces each.

The opening cantata was composed in honour of Schubert’s influential advocate, the baritone Michael Vogl. Schubert
first heard Vogl perform as Orestes in Gluck’s Iphigenie en Tauride and then as Pizzaro in Beethoven’s Fidelio. The
singer later premiéred Schubert’s Erlkénig and performed, in 1840 at the age of 72, Winterreise as a memorial tribute.
In Kantate zum Geburtstag Schubert evokes Upper Austria and Steyr where Vogl was born and later returned for
summer holidays. In 1819, it was performed there on Vogl’s fifty-first birthday, but Schubert probably sang baritone so
the dedicatee could enjoy it as a listener. The text, by another local Albert Stadler, ranges from general commentary to
nature imagery before referencing Vogl’s famed opera roles. It ends with the poignant suggestion that a singer’s soul
lives on in memory, long after they cease performing. This is one of several works Schubert wrote in honour of his
mentors or patrons. Despite its occasional nature, it has charming touches from light yodelling effects, to a hushed
unison for the poem’s penultimate line.

Schubert had been singing since childhood but the artistry of performers of Vogl’s stature inspired him to ever greater
heights. The other influence was the power of visionary poetry such as that of his contemporary, Heinrich Heine (1797-
1856). Remarkably, when in 1828 he delved into the recently published Buch der Lieder, Schubert selected six poems
from the ‘Die Heimkehr’ (the homecoming) section rather than the ‘Lyrisches Intermezzo’ (lyrical intermezzo), which
was soon made famous by Schumann’s Dichterliebe. Schubert’s Heine settings are notably among the first ever to be
published, albeit posthumously by a group of friends in 1829. The so-called Schwanengesang is not a true song-cycle
but rather, a collection in which the unifying theme is the poetic source rather than narrative threads. The selections in
today’s program include one of Schubert’s most sustained melodies in Das Meer as well as one of his most profoundly
disturbing images of world-weariness in Der Atlas. Both these poems seem to have defied composers as neither has
been set more than a dozen times, whereas the more instantly appealing text of Das Fischermddchen has received
nearly one hundred interpretations in song!

The violinist-composer Adolf Busch was a major figure between the World Wars. As the leader of the Busch Quartet
from 1919, and later the Busch Chamber Players, he helped to create pioneering recordings of much standard
repertoire. But in the 1920s, the emerging political situation impelled Busch to relocate from his homeland of Germany
to Basel in Switzerland. It is there that he became an established teacher, attracting major talents to his studio, such as
the young Yehudi Menuhin in 1929-30. Another important musical connection was with the pianist Rudolf Serkin, who
in 1935 married Adolf Busch’s daughter, Irene. As a composer, Busch is rarely performed today, but his 3 Lieder are
championed by those seeking our repertoire for voice with viola obliggato. Composed in 1922 and dedicated to his
wife, ‘Meiner lieben Frieda’, each is set to words by a different poet from the early 1800s. Therefore, the settings are
well-matched to the late romantic style which was finally receding. The poems by Geibel and Goethe had been set over
thirty times, but Busch’s Heine choice, Aus dem Himmelsaugen droben, had received much less attention. The
intertwining of voice and viola is masterly, speaking to an intimate knowledge of the instrument gained through much
quartet playing and some experience as a violist. A special connection exists between Adolf Busch and the venue in
which today’s concert takes place. The upcoming violinist from Geelong in Victoria, Basil Jones, travelled to Basel in
1937 to study with Busch, subsequently becoming a member of the Busch Chamber Players. Twenty years later Jones
was appointed as the Queensland Conservatorium’s first violin lecturer and for 20 years from 1960 was its Director -
the majority of his long tenure was based in this very building!

The connection with the texts of Heine continues with our selections of the English composer Frank Bridge. He set no
less than nine Heine poems during 1903-8, all of them in English translation by Kate Freiligrath Kroeker and others. In
some of these he references well-known settings by Schumann, for example E’en as a lovely flower, while others
capture both the poet’s misery and bitterness, as in The violets blue. As other composers had often done, Bridge is not
averse to omitting stanzas, even if this created a need to repeat one of them, as in All things that we clasp and cherish.
The 3 songs with viola were written around the same time, which was also Bridge’s most intensive period of
performing as a violist and as composer of chamber music. His deep knowledge of the viola is evident in Where is it
that our soul doth go?, in which the instrument provides a continuous melodic line, as a symbol of the soul itself. The
Pensiero for viola and piano evokes a similar emotional landscape, full of inner searchings. The opening of the bracket
of music by Bridge is Heart’s ease, the first of his 3 Lyrics for piano, where the instrument plays a melody which,
though untexted, could easily have become a song.



After composing the Five Mystical Songs in 1911, Vaughan Williams wrote his Four Hymns in 1914 but World War One
delayed the work’s premiere until 1920. The composer was already collecting and arranging folksongs, so it is not
surprising that poets from earlier centuries were chosen for this cycle featuring tenor and viola. The set does not have
as clear a narrative as his earlier On Wenlock Edge, which we performed a few years ago. Even so, there is a unity of
mood throughout in the turn of phrase employed in the first three poems which date from the 1600s and early 1700s.
Sacred ritual is present in the final song based on a modern translation of an ancient Greek text. The first song evokes
events leading up to Christ’s Passion, when righteous anger was expressed at the defiling of the Temple. The inner
songs use images not unlike those from the Song of Solomon where human and divine love intermingles, while the
finale is a pure and radiant hymn of praise. The musical devices are highly varied throughout, from recitative-like
declamation to an intimate voice-viola dialogue, to a majestically repetitive bass ostinato in the finale.

The program concludes with the rarely performed Sei Canzonette by Cannabich. Like the Schubert cantata, they are set
for three voices and piano, apart from the last one which introduces a second soprano part. Published in 1801, they
were dedicated to the composer’s patron, the Electress of Bavaria, and so were probably first heard at the court in
Munich where Italian opera was highly favoured. The authors of the texts are unidentified, except for two which are
known to be by Metastasio, the eighteenth century’s most frequently chosen opera librettist. Musical references to
operas by Mozart and his contemporaries abound, leavened by an ‘alla Polacca’ excursion into the mildly exotic. For
today’s performance, additional interludes have been composed to introduce five of the songs which otherwise have
no prelude. In a similar vein we also introduce some brief cadenzas, as might well have been performed in a salon
concert, over two hundred years ago.



Prelude

Wartime

Soirées Musicales Quintette

presents

Songs and Waltzes of
Vesteryear Queensland

The Poinciana Lounge, State Library of Queensland,

Stanley Place South Brisbane
6pm and 8pm Friday 4 August 2023

Program

Queensland Waltz (1913)

Australia, the Pride of the Empire (1915)
Our Boys at the Front (1916)

Think of our Boys at the Front (1917)
The Day of Victory (1918)

Personalities

Lifestyle

Places

The City Tram Conductor (1921)

That’s Johnnie (1930)

Welcome Home to Smithy of the Air (1933)
When the Prince of Wales Arrives in Town (1921)

Beautiful Queensland (1930/1940)
Waltz Gloria (1924)

Beautiful Sunshine (1917)

The Right Place — Trittons! (c.1930)

| Found a Princess in Queensland (1943)

Burnett Waltz (1911)

The Valley of the Tweed (c.1920)

The Digger’s Jazz (1922)

Redcliffe March (1928)

It’s Hot in Brisbane but it’s Cool-an-gatta (1953)

Leila Ruth Rowland (1879-1958)

Erich John

Mary Egan-Mulry (1863-1934)
Frank R Cox

Ernest Gollmick

Victor Benvenuti (1864-1921)
Wallace Anderson

Meta Maclean (1896-1972)
Billy Maloney (1895-1957)

W. Lee O’Daniel / Tex Morton
Howard Burstall (c.1879-1941)
Stan Wood (1899 - ?)

Meta Maclean

Johnny Nauer (1915-?)

Leila Ruth Rowland

Victor Benvenuti

Meta Maclean

Stan Wood

Claude Carnell (1912-1980)



About the music and our recording project with the State Library of Queensland

This program continues our exploration of Queensland musical heritage. In recent years we have presented music once
heard at (Old) Government House, including a re-creation of a vice-regal soirée, and a retrospective survey of
repertoire heard in South Brisbane venues. In many cases, the music performed by local artists was written by
Queensland composers. In collaboration with the State Library of Queensland, we have extended these investigations
by recording 40 pieces held either in its collection or the National Library of Australia. These recordings will soon be
available online, thus providing access to a huge body of Queensland’s music which though once popular, has not been
heard for many years.

A complete list of the works we have recorded is provided below. As is often the case with large diverse projects, many
themes and trends arise, as do unexpected coincidences of time and place. It has been fascinating to discover more
about each composer, lyricist, the original performers and in some cases the venues and events in which these pieces
were given their world, as well as local, premiere. Today’s concert offers a representative selection of songs and piano
pieces grouped into four major themes. These cover the decades before and after the Great War and up to the early
1950s.

Five of the 24 composers are women whose publications were enormously successful. Leila Ruth Rowland of
Maryborough achieved fame through her piano pieces, notably ‘Inspiration Waltz’ which by 1926 was in its 14th
edition and ten years had sold 21,000 copies. Meta Maclean from Boonah, who taught in schools in Warwick and
Brisbane, was a well-known composer. During the 1920s and 1930s she was commissioned to write official songs for
organisations such as the Queensland Country Women’s Association, the Flying Doctor and the Surf Lifesaving
Association as well as welcome songs for royal visits and the arrival of aviator Charles Kingsford Smith. During her
sojourn in England, one of Maclean’s songs was heard on the BBC. Her life then took a different turn in 1940 when she
was asked to chaperone a shipload of nearly 500 child evacuees to Australia, a story she later documented in her book,
The Singing Ship. Mary Egan-Mulry was born in Ireland and settled in Brisbane in the 1880s. As a freelance journalist
and writer, she was described in 1920 as ‘probably the only woman in Australia who writes her own words, composes
her own music, and publishes her own songs’.

Other composers were active instrumentalists or conductors, including some who migrated from Europe at an early
age. Victor Benvenuti was one of three sons of an Italian family from Padua. Under their father Antonio’s leadership
provided much music for social occasions throughout Brisbane for several decades up to the early 1900s. German-born
Erich John arrived in Brisbane around 1910 where, in addition to a busy career as teacher and pianist, he directed
orchestras and composed much incidental music for theatrical productions. Violinist Hermann Rosendorff trained in
Berlin but spent his entire career professional career in Brisbane. He directed the His Majesty’s Theatre orchestra for
several decades to 1930 and composed numerous solo violin works ranging from salon miniatures to virtuoso concert
works. Born in Ipswich of German parents, ECG Weise was a bandmaster and church organist in the West Moreton and
Fassifern districts and later published several piano pieces.

ET Shorley’s texts were often set, including songs by Stan Wood of Rockhampton about holiday spots such as Emu Park
and Redcliffe, and Benvenuti’s about the Tweed Valley and the noble tram conductor. The well-known entertainer Billy
Maloney and his troupe were chiefly associated with the Cremorne Theatre. This notoriety was enhanced when he
became known as ‘the man with the silver stick’, after the Prince of Wales presented him with such a gift on hearing
Maloney’s song composed for the 1920 royal visit.

The outbreak of war in 1914 inspired many patriotic songs including some by amateur composers on poetry of dubious
merit. The sheet music often sold well, particularly after a rendition by a local celebrity during a recruitment or
fundraising event. Nearly three decades later, the arrival of the American armed forces in Queensland was attended by
songs with local references. An interesting case is Johnny Nauer, who published four songs while serving in the South
Pacific. His ‘The Aussies and the Yanks are Here’ was heard simultaneously on 97 Australian radio stations on the night
of 19 April 1942! His other hit, ‘1 Found a Princess in Queensland’ resonates with the phenomenon of the thousands of
‘war brides’ who later settled in the USA.

The big topics of the day were often celebrated in music. During the 1920s and 1930s the ground-breaking aviator Amy
Johnson was known as ‘Johnnie’, as in the title of Wallace Anderson’s song. Other pilots including Hinkler were also the
subject of a song by Edward Burke of Gordonvale. During peacetime, the growth of local tourism was enhanced by



catchy songs, sometimes supported by the local Chamber of Commerce supported the venture, for example ‘It’s Hot in
Brisbane’ by Claude Carnell who was a leading entertainer in Gold Coast venues. Even the department store Trittons
had its own song! Of more general flavour is ‘Beautiful Queensland’, a local adaptation by Tex Morton of a Country &
Western song about Texas.

This music has great charm and at times great melodic skill and fine piano writing. With genres as diverse as waltzes,
marches, military songs, fox-trot, one-step, patriotic anthems, artsongs and salon miniatures, this vast body of
repertoire offers much to delight and appreciate from the vantage point of a century later. It was a commercial reality
that public success was usually dependant upon genres that could be published as sheet music for general distribution
and use in primarily domestic performance situations. Even so, these documents of home-grown creativity are worthy
of recognition and re-interpretation today.

Works recorded for the State Library of Queensland by Soirées Musicales Quintette and violinist Margaret

Connolly

Anderson, Wallace — ‘That’s Johnnie’ (1930)

Benvenuti, Victor — ‘The British Call to Arms Across the Sea’ (1914); ‘The City Tram Conductor’ (1921);
‘The Valley of the Tweed’ (c.19120)

Burstall, Howard — ‘Past Memories’ (before 1924)*, ‘Waltz Gloria’ (1924)*

Bramner, FW — ‘The Men of the Triple Entente’ (1914)

Burke, Edward — ‘Our Heroes of the Air’ (1922)

Carnell, Claude — ‘It’s Hot in Brisbane but it’s Coolangatta’ (1953)

Conti, AA — ‘The Empire’s “Hurrah” (1916)

Cox, Frank R — ‘Think of Our Boys at the Front’ (1915)

Egan-Mulry, Mary — ‘Our Boys at the Front’ (1916); ‘Austral Heroes’ (1919); ‘The Irish Volunteer’ (1920)

Gollmick, Ernest — ‘The Day of Victory’ (1918)

Erich, John — ‘Australia, the Pride of the Empire’ (c.1915)

Maclean, Meta — ‘The Digger’s Jazz’ (1920); ‘Forward! Ever Forward!’(1928); ‘Sunny Southport by the Sea’(1928);
‘Welcome Home to Smithy of the Air’ (1930; ‘The Right Place - Trittons’ (c.1930)

Maloney, Billy — ‘When the Prince of Wales Arrives in Town’ (1920)

Matthews, Elsie — ‘Australia the Golden’ (c.1910)

Miller, Helena — ‘March on! Australians’ (1917); ‘HMAS Sydney — Grand March’ (1916)*

Morgan, Rees — ‘Marching Feet’ (1948)*

Nauer, Johnny — ‘The Aussies and the Yanks are Here’ (1942); ‘Say a Prayer’ (1943);
‘I Found a Princess in Queensland’ (1943)

Neech, George Christian — ‘Australia Unfurl the Flag’ (1914)

O’Daniel, W Lee / Morton, Tex — ‘Beautiful Queensland’(1933/1940)

Rosendorff, Hermann — ‘Frangipani Serenade’”; ‘Romance et Rondeau Fantastique’”

Rowland, Leila Ruth — ‘Burnett Waltz’ (1911)*; ‘Queensland Waltz’ (1913)*; ‘Haroldine Waltz’'*

Strahan, Zara — ‘Mafeking Waltz’ (1900)*

Weise, ECG — ‘Girls of Australia Waltz’

Wood, Stan — ‘Beautiful Sunshine’(1917); ‘Redcliffe’ (1928)

*piano solo; *piece for violin and piano; all others are solo songs with piano accompaniment



Soirées Musicales Quintette

presents

Mostly Twos and Threes

Old Government House, 2 George Street Brisbane

7pm Saturday 21 October 2023

Program
Three Duets Op.6 for soprano and baritone (1861-62)

Liebesprobe (Love’s test)
Der beste Liebesbrief (The best love-letter)
Ein Wort der Liebe (A word of love)

Four Duets Op.78 for soprano and tenor (1849)

Tanzlied (Dance song)

Er und sie (He and she)

Ich denke dein (I think of you)
Wiegenlied (Lullaby)

Peter Cornelius (1824-1874)

Robert Schumann (1810-1856)

Selections from Poéme d’amour - song cycle for baritone and soprano (1880) Jules Massenet (1842-1912)

Ouvre tes yeux bleus (Open your blue eyes)
Pourquoi pleures tu? (Why are you weeping?)
Oh! Ne finis jamais (Oh! never end)

No.1 from Trois Piéces for piano solo (1914)

D’un vieux jardin (Of an old garden)

Two Duos Op.11 for two sopranos (1883)
La Nuit (Night)
Réveil (Reawakening)

No.2 from Trois Piéces - D’un jardin clair (Of a light garden)

Four Duets:
Viens (Come) for soprano and baritone (1856, rev. 1878)
Pleurs d’or (Golden tears) Op.72 for soprano and tenor (1896)
Barcarola (Boating song) for soprano and baritone (1873)

A travers bois (Through the woods) for soprano and tenor (1892)
No.3 from Trois Piéces - Cortége (Procession)

Der Hochzeitsbraten (The wedding roast)

Scena for soprano, tenor and baritone D.930 (1827)

Lili Boulanger (1893-1918)

Ernest Chausson (1855-1899)

Boulanger

Camille Saint-Saens (1835-1921)
Gabriel Fauré (1845-1924)
Charles Gounod (1819-11893)
Cécile Chaminade (1857-1944)

Boulanger

Franz Schubert (1797-1828)



About the music

Our final concert for 2023 is a sequel to our season opening, which was titled ‘Mostly Threes and Fours’. As an
ensemble comprised of five soloists, we strive to present interesting repertoire which highlights both our
individual and collective abilities. Over the nine years since our foundation in 2015, we have performed much of
the standard repertoire for vocal quartet with piano plus numerous major song cycles. Much of this music is
rarely heard and this program is no exception. With a focus on nineteenth-century French and German
composers, this concert features a diverse collection of duets based on poetry by contemporary romantic writers.
While a rich heritage of vocal duets from earlier periods exists, in particular the baroque era, it was during the
nineteenth century that the duet genre was most highly favoured. The vocal trio format was less common, but in
the hands of Schubert it found a skilled master.

In the Three Duets Opus 6 by Cornelius the two singers speak as one, with only a few individual entries. The first
duet has extremely concise but lyrical two-bar phrases, while the next is a humorous and joyous revel. Only in the
final duet do the phrases expand into full romantic style, with the melody first heard as a baritone solo and then
repeated with the soprano in exact canonic imitation. These delightful miniatures were composed during the
composer’s sojourn in Vienna, around the time when he met Wagner, who subsequently encouraged Cornelius to
relocate to Munich.

During the 1840s, as a young musician in Berlin, Cornelius had met both Mendelssohn and the poet Friedrich
Riickert, whose poetry was highly favoured by many composers. In fact, Schumann set Riickert texts more than 40
times, including the first of his Four Duets Opus 78. This set, which appeared in 1849 around the time of the
onset of his mental illness, embodies a loose narrative. It commences with a courtship that starts out on the
dance floor (No.1) and develops into deep love (No.2), both of these progressing in dialogue format (er/he and
sie/she), with only a few statements in rhythmic or melodic unison. Subsequently, the voices combine in parallel
harmony, firstly expressing the lasting commitment of marital bliss (No.3) and finally a shared devotion in a
lullaby sung ‘at the cradle of a sick child’ (No.4). Interestingly, the latter is based on a poem by Hebbel, whose
poetry features in two of the Cornelius duets.

While German composers produced many fine quartet settings as well as duets, it is the latter genre which the
French seem to have most enjoyed, in preference to larger combinations. Even so, there are few French duet
collections, with most appearing as single or paired items. The Poeme d’amour by Massenet is, strictly speaking, a
solo song cycle with just two occurrences of a second voice, firstly in No.3 which identifies each participant in turn
as Lui (he) and Elle (she), just as Schumann had done. This setting is also well-known as a solo but here, the two
separate characters sing in turn. The finale is a fully-fledged duet which expresses the full flowering of love in
response to the preceding solo where ‘he’ consoles his partner who is experiencing a moment of sadness. This
work was composed soon after Massenet was appointed, in 1879, as a professor at the Paris Conservatoire and
not long before his first major operatic success.

One of Massenet’s first students at the Conservatoire was Ernest Chausson, whom Massenet came to esteem
highly as an artist. Chausson composed many fine solo songs, but his Two Duos Opus 11 is his only work for vocal
ensemble. Unusually, they are scored for two equal sopranos who share the melodic high points with the support
of Chausson’s typically refined piano writing. The progression from evening to dawn is captured brilliantly, with
sustained vocal lines giving way to more animated and flowing phrases.

The final group of four individual duets by different French composers is interrelated in various ways. Each duet is
based upon nature imagery, namely the idyllic natural world inhabited by shepherds, water in its various forms,
and the forest with its bird life. The other point of similarity is that these works appeared either during the 1870s
or the 1890s, which were periods of great significance for French culture. It could not be argued that these duets
represent each composers’ supreme accomplishments, which were to be found in the more public genres of
opera, piano or orchestral music. But as a group, these duets provide an insight into the more intimate side of
their creativity.

The bracket opens with Viens by Saint-Saéns, a charmingly simple evocation of rustic bliss as represented by the
bagpipe drones in the piano part. The evocation of outdoor sights and sounds is masterly in Fauré’s Pleurs d’Or,
where drooping ‘tears’ are attached to flowers, rocks, distant bells and flutes, all merging into the sadness of
night-time. The genesis of Gounod’s Barcarola is connected to his relocation to England after the outbreak of the
Franco-Prussian War in 1870. It is dedicated to the highly influential Mrs Georgina Weldon, in whose home the
Gounod family stayed as visitors. After the war, Gounod stayed on while his family returned to France. Then in
1872 Gounod met in London the other joint dedicatee of this duet, Jules Diaz de Soria from Bordeaux, who was
equally successful in commerce and as a singer. The version we are performing uses the original Italian text,
although it was later translated into French by the eminent poet and opera librettist, Jules Barbier.



The career of Cécile Chaminade was also connected to London, where she enjoyed great success during the
1890s. As a composer who is better known for her instrumental works, A travers bois is an evocative setting in
which her own instrument, the piano, provides atmospheric touches. Even though the music is unchanged in each
of the stanzas, the poetic progression through a forest is effectively captured, with frequent moments of repose.

The Trois Pieces for piano solo by Lili Boulanger date from July 1914, when the composer was in residence at the
Villa Medici during her study tour as part of the Prix de Rome. She was the first woman to hold this prestigious
award since its establishment one hundred years before. The pieces were most probably composed when Nadia
Boulanger, Lili’s beloved elder sister, was visiting. They exemplify the current French style, with hints of Debussy
in the muted parallel chordal movements and widely spaced textures. Only in the last of the set do clearly-
phrased melodic lines appear. Due to the dislocation of wartime they were unpublished until 1918, the year of
the composer’s premature death.

The program’s trio finale, Der Hochzeitsbraten, is a humorous scena by Schubert in which each character is
clearly drawn. Therese and Theobald, a naively excited bridal couple, risk imprisonment or worse as they decide
to enter the forest to poach some game for their wedding feast. After they shoot a hare, the gamekeeper Kaspar
threatens them with severe punishment. In desperation the couple offer him many different gifts, all the while
pleading for mercy. This is granted on condition that Kaspar is invited to the wedding feast, but unbeknown to the
couple he holds a growing infatuation for Therese — this is the real motive for his compassion. The joyous ending,
replete with Tyrolese yodelling effects, is tinged by jealous interjections by the couple’s erstwhile foe. The work
was most probably first performed in early 1828 amongst Schubert’s inner circle, who quite likely acted out their
parts with great delight. Those attending undoubtedly understood the libretto’s ambiguous references, some of
which would not have escaped the censor’s attention. Our performance is lightly staged, with the cautionary
advice that no animals will be harmed!



